The evolution in Arrabal's treatment of the theme of love reflects both the development and enrichment of his dramatic techniques and the resolution of his own deep-seated psychological conflicts. Arrabal's theater utilizes his concept of dramatic ceremony to project his intense desire for personal, political and artistic liberation. Psychological and social forces combine to frustrate the fulfillment of love in his early theater (Fando and Lis, 1956) but ultimately love functions to obviate both internal and external constraints. Sexual union, which receives its most rapturous affirmation in Arrabal's plays written during the late 1960's (The Law of Barabbas, Ars Amandi, and Erotic Bestiality), reflects the reconciliation of dialectical forces present in man's psyche. Women come to serve as intermediaries between man and the world. And in the broadest sense, the dramatic structure of Arrabal's mature plays can be depicted as the movement from psychic fragmentation to psychic unity, effected by the force of love.
In his classic study, Love in the Western World, Denis de Rougemont makes the following statement: "What stirs lyrical poets to their finest flights is neither the delight of the senses nor the fruitful contentment of the settled couple, nor the satisfaction of love, but its passion." I The intensity of that passion and the concomitant anxiety it engenders make that theme especially propitious for Fernando Arrabal in his personal struggle to attain, through writing, a resolution of the conflicting psychic forces that originate in his childhood and dominate much of his literary production. 2 An examination of his treatment of the theme of love in a number of plays will provide insight into Arrabal's conscious search for psychic wholeness, the subconscious forces that come into play throughout that search, and the artistic process he employs in giving structure and dramatic impact to those concerns.
In his dramas Arrabal incorporates, beneath a superficial chaos and frenzy, a precise, mathematical structuring of material. Metamorphoses of characters, cyclical development of plot, and the repetition of motifs or even entire scenes all contribute to the ordering of ritualistic acts and extravagant ceremonies into meaningful patterns. Moreover, Arrabal's awareness of structure and the relationship of the parts to the whole is not limited to individual plays, but extends to the whole corpus of his work. This ability to integrate material from previous works into a new endeavor strikingly parallels that of his fellow Spanish avant-garde dramatist, Ramon del Valle-Inclan . Just as the latter's Luces de bohemia (Bohemian Lights [1920] ) assesses the author's earlier modes of thought and aesthetic techniques, 3 Arrabal's plays also resurrect motifs, characters, and themes and, in a similarly autobiographical manner, reveal the psychological states and artistic concerns of the author. Arrabal 16 Arlys-Sylda must now sacrifice her life to the phallic knife in order to assure the efficacy of the ceremony and to establish the importance of its sexual component. As Gille observes: "Knowledge is not possible for man except through knowing woman. For the being who feels painfully his imperfection and his incompleteness, the sexual act becomes the refound unity." 17 Paradoxically, for the actual ceremony, Giafar's mother brings him back to his earliest psychic stage, when he desires her and rejects Arlys-Sylda, even expressing the wish to murder her. However, the document he must read and understand in order to complete the ceremony is entitled "Supreme Violence," which evokes Arrabal's often quoted statement that violence is at the core of all eroticism. 18 Passion as murder is affirmed, and Giafar successfully makes the transition from adolescence into adulthood. The It is a part of himself which must be destroyed (the sacrifice of the young girl), but which one cannot eliminate entirely except by examining it thoroughly (initiator), up to the possibility, the only one of another life (the resurrection of Sy lda), the adult life where, freed of the jumble of positive adolescent sentiments, man will be capable of seeing and accepting the female animal in her two guises, as sorceress and as fairy."
Arrabal's most explicit examination of the theme of love, his Ars Amandi (The Art of Love [1967] ), also derives its structure from the protagonist's preparation for initiation into understanding and sexuality. Woman, in the generic sense, becomes a mythic figure that serves as a liaison between man and the world, with its paradoxes, illusions, and inconsistencies. The age of the play's protagonist Fridigan is indicated as thirty years; this specificity is unique in Arrabal's work and helps to establish the mature nature of the emotions that are to be considered.
The essence of the drama's view of love is contained in its second scene. After Lys has appeared as the mythical giantess representing Woman, the key force in life, she reappears, transformed much like Alice in Wonderland, to normal size. She paints the letters NON ("no") on a large canvas; but, paradoxically, the model she copies says OUI ("yes"). The contradictory nature of love is reflected in this initial image; Fridigan's final initiation will depend on his cognizance of that dualism and his ability to synthesize and cope with it. Throughout the play, language, events, moods and the use of visual effects combine to underscore-the antithetical nature of Lys' character. She (woman) and that all other forces in life are ultimately subservient to the erotic passion that is both life-giving and violently destructive emerge as the central themes of the work.
The climax of the play depicts the violence that Arrabal considers central to genuine eroticism. Before the final ceremony can take place, Lys forces Fridigan to wallow in the mud with pigs that discharge excrement on him. She then joins him, and they embrace in the mire. The sublimity of love is shown to be inextricably linked to the most ignoble feelings and acts. The earlier image of Lys carrying a servant on her shoulders while another grovels before her, kissing her belly, is linked to this scene. Love is heaven and earth, the base and the exalted, the "oui" and the "non" projected at the beginning of the play. Fridigan, having accepted it as such, is now free to take his place along with Erasmus Marx on Lys' giant body, representative of the endearing yet devouring force that is woman.
The evolutionary treatment of the theme of love in Arrabal's plays reaches a climax in the short piece Bestiality erotique (Erotic Bestiality [1968] and suggesting (in a manner similar to the conclusion of his film Viva la muerte -"Long Live Death") the triumph over the mother's nefarious influence. The play ends with a spiritual and physical affirmation of love as the couple embraces. The succession of plays studied reveals an evolution in which the stifling complexes attributable to the influence of the mother and her role in the author's sexual development are gradually and painfully exorcized and resolved. Although the individual plays generally derive their structure from the cyclical nature of life and its inescapable labyrinths, the plays as a group, considered in chronological order, reveal a linear progression in which the childhood world is followed by adolescence and then by adulthood, with an accompanying resolution of primitive repressions and conflicts. Erotic Bestiality, with its linear structure, reflects this overall movement and constitutes a climactic expression of liberation and joyful, uplifting eroticism.
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